ollections and practices of collecting are inherently geographical. The gathering of a collection involves processes of acquisition and exchange, which necessarily stretch across space; the storage, or display of objects in particular sites; and the ongoing management, or care, of objects, whereby collected material may be archived, dispersed or disposed of. Collections and collected objects thus carry a multitude of meanings that are intimately linked to such spatial dimensions. In this context, as Duclos has argued, the perspective of cultural geography has much to offer the study of collections and collecting.' Acknowledging the significance of what she calls the 'cartographies of collecting' is not simply a matter of mapping the origins and destinations of objects. It is also to recognize that the establishment and ongoing lives of collections are intrinsically spatial processes. Whilst such connections may seem selfevident, geographers have only recently begun contributing to this area of study.2
In my own research as a cultural and historical geographer, I have been working through various different ideas in relation to the making and remaking of the extraordinary historical medical collection acquired by the pharmaceuticals magnate Henry Solomon Wellcome. Wellcome was born in Almond, Wisconsin, on 21 August 1853, to a family of humble means and pious convictions. In his youth Wellcome sought part-time work with his uncle, who ran a small drug store, and subsequently moved east to Rochester, to pursue a career as a prescriptions clerk at the age of 17 Burroughs (1846-95) . The firm grew to become a major player in the pharmaceuticals business and was an antecedent to Glaxo Wellcome, which is now known as GlaxoSmithKline. After Burroughs' death in 1895, Wellcome became sole director of the company and subsequently devoted more time to pursuing outside interests. In particular, he was able to nurture his collection of objects made in the belief that it would promote an understanding of 'the history of medicine and mankind' from evolutionary perspectives. By the time of his death in 1936 the collection had grown to an estimated one million objects, approximately three-quarters of which were classified as 'ethnographic'.
Since its inception the Wellcome collection has aroused considerable fascination, bemusement and occasional ridicule owing to its enormous size and range. However, very little research on it has been conducted to date, and most studies have been limited in scope. The collection is generally interpreted by historians as the product of Wellcome's own, somewhat idiosyncratic, vision of history, as expressed in the Wellcome Historical Medical Museum (WHMM) in London, where a small proportion of the collection was exhibited between 1913 and 1931.3 Researchers limiting their studies to Wellcome and the museum offer a partial view, privileging practices and spaces of display in this specific context over other aspects of this collection's development. In some senses this is typical of work on many different sorts of collection. As Susan Pearce explains, studies often place too much emphasis on more 'visible' phases or renowned moments of their development, ' at the tip of the iceberg', thus bypassing equally important aspects 'hidden under the surface'.4 As a consequence, such projects often fail to demonstrate how collections are enmeshed within diverse cultures and networks of collecting and the mutual constitution of relational biographies involving objects, people and places.
In my own work, in which I pay particular attention to the shifting fortunes of material classified in the WHMM as 'ethnographic', I have therefore chosen to explore some of the manifold geographies of this collection, focusing on 'travelling objects' rather than only considering one site or moment in time. Thus, when exploring the period of the collection's establishment, I One useful starting point from which to think through the shifting interpretation or cartography of 'Wellcome' objects as they travelled across the Atlantic is James Clifford's art-culture system which sets out to explain such cultural processes.9 Clifford's scheme works as a form of 'semiotic square', mapping a 'historically specific, contestable field of meanings and institutions'. These are organised into four semantic or classificatory zones: authentic masterpieces (in relation to the art museum/market and notions of connoisseurship); authentic artefacts (typically describing the classification of objects as material culture in many ethnographic museums); inauthentic masterpieces (such as fakes, ready-made art objects); and inauthentic artefacts (such as tourist art and curio collections) (see Figure 1 ).10 Clifford asserts that at any time, most objects are placed within one of his four classificatory zones, or are otherwise in transit between any two zones. According to Clifford, movement between the authentic masterpiece of zone one and the authentic artefact of zone two is most common. He notes that 'examples of ["non-Western" objects moving] in this direction, from ethnographic "culture" to fine "art", are plentiful'.11 Indeed, whereas Wellcome's museum in 1930s London had presented material as 'ethnographic', in California objects were described and displayed as artworks. This is a familiar pattern of categorization for many objects collected from non-Western places since the 1900s. As George Stocking also notes, Whether defined as 'art by metamorphosis' or created as 'art by designation', objects that once went into museums of ethnography as pieces of material culture have become eligible for inclusion in museums of fine art.12
Described as a 'machine for making authenticity', Clifford's framework is not a fixed system into which objects can be slotted. Rather, it serves as a means to articulate the cultural processes of the sort investigated in this piece. However, as I go on to discuss at a later stage, the model has some limitations. In particular, I argue that greater attention should be paid to contingent historical-geographical factors in relevant contexts to understand the systems of authentication at work in all their complexity and specificity. To demonstrate why, this paper unpacks the processes at work in Los Angeles, London and beyond. First, the exhibition and catalogue organized objects into distinct geographical areas: Polynesia, north-west coast America, Malaysia, Pre-Columbian America, Africa, New Guinea, Melanesia and Australia (see Figure 2 ). In the areas of the display, larger and/or more eye-catching objects were selected and positioned to stand out from the crowd. These denoted a snapshot view of a particular region, or even an entire continent.35 A series of masks offered a spectacular vision of the 'North West Coast America' (see Figure 3) By drawing on the notion of the 'masterpiece', Altman also associated the exhibition with a particular approach to 'primitive art' which necessarily emphasized specific pieces in the exhibition and catalogue, highlighting their rarity, authenticity and value. In an introduction to the catalogue, Altman noted:
[All] the objects on exhibition are "masterpieces" inasmuch as they were made by people who mastered their craft. A few, [the 15 appearing in Table 2 ] however, appear to represent particular high points of artistic achievement in their class. 42 Photographs of each of the 15 'masterpieces' were included in the catalogue (Figure 5 ), some being pictured more than once to emphasise their exceptional status. Figure 4 demonstrates the ways in which three of the 'masterpieces' were highlighted in the space of the exhibition; left to right, a figure from the Mayumbe; the Janus-faced image of the Kuta (displayed inside a circle in the background of the photograph); and, in the Figure 6 depicts a figure from the Admiralty Isles ('masterpiece' 4 in Table 2 and one of the objects shown in Figure 4) In the lecture program, internationally distinguished art historians and anthropologists will explore the role and freedom of expression of the artist among American Indian, African and Pacific Island cultures. This subject, largely unknown, will be discussed by the art critic who views the works of art of alien cultures from our own standpoint; by the archaeologist who endeavours to bring dead cultures back to life by studying their material relics; and by scholars who went to study the arts and artists among the peoples who produced and lived with the objects we now admire as art.50
By inviting academics and curators from a range of high-profile universities and museums, Murphy and Altman hoped to further align themselves, the exhibition and new institution with various influential international networks.
Altman organized the Wellcome exhibition to lock into a particular 'tournament of value'51 which privileged the interpretation and presentation of 'non-Western' objects as aesthetic 'masterpieces' in line with certain modernist ideals. However, the curator's personal views seem to have been more sympathetic to ideas and approaches discussed in the Wellcome Year lectures. The latter focussed around a discussion of individual creativity and cultural contexts in relation to the analysis of 'primitive' art. This book has since been celebrated for its flexible approach to the interpretation of objects, demonstrating that, unlike the Masterpieces exhibition, 'anthropology has long resisted the most obvious dimensions of an autonomous art perspective, and indeed all boundary marking'.55
The two contrasting events enabled the Wellcome Year celebrations to promote the reputation of the institution in particular ways, speaking to diverse audiences with differing approaches to objects. One can also note how the exhibition and lecture series shaped the future use of the Wellcome Collection and other objects at UCLA in quite different ways. In particular, the selection of particular objects for the Masterpieces exhibition seems to have influenced object lists drawn up by curators at UCLA in latter years. Each of the museum's numerous publications since 1965 has included at least one 'Wellcome' piece, most of which were originally shown in 1965 (see Table 3 ). Some objects have been displayed or published on such a regular basis that they could be described as unofficial logos for the museum itself. These include a Yoruba mask, an Eharo mask and a Cameroon mask, the latter featuring on fliers produced for the museum since 2000 (Figure 8 ). All three masks were also amongst the 15 pieces singled out by Altman as special 'masterpieces'.56 Staff working with the collection today remain well aware of the historical relevance of the Wellcome donation to the institution and influence of the Masterpieces exhibition of 1965. Employees whom I met during a visit to the now Fowler Museum in 2002 were able to pick out several of the Wellcome objects in the stores of the museum with great ease and enthusiasm ( Figure 9 ). This simple observation testifies to the fact that specific objects from the Wellcome collection have been repeatedly displayed in exhibitions and publications. Furthermore, Wellcome material received by UCLA has a far more coherent and celebrated identity than those objects transferred by the Wellcome Trust to other, often more established institutions, including the British Museum and the Pitt Rivers Museum, during the process of dispersal. In this respect the Wellcome collection in California is not so much 'a phantom of the museum world' as it may be in other places, where it often remains forgotten and neglected.57
As noted above, the exhibition and lecture series each spoke to diverse audiences, with differing approaches to objects. On the surface, these coexisted in harmony, and were both used to promote the new institution. However, archival evidence from the period points to the battle of wills and clashes of opinions which bubbled under the surface at UCLA concerning the use and interpretation of (Wellcome) objects which had become part of the institution's collections. Unease became increasingly evident after Altman There has for some years been carried out a special propaganda in Germany, France and Belgium by a group of dealers whose purpose is to excite popular interest and clamour for African Negro art, comparing it with the work of the great masters of high culture and of civilised periods not only in Europe and Asia, but also the great art work of the great pre-history masters in the caves of France, Spain etc. This mania is comparable to the Cubistic schools of so-called art. 66 Whilst part of the original Wellcome collection, these objects, originally owned by art dealers and artists, were re-designated as 'ethnographic/ethnological' specimens, rather than as primitive art. Processes of collection and re-collection in particular locations, can therefore lead to points of connection (in 1960s Los Angeles) or indeed disconnection (in 1930s London) between other places and moments in time (in this case 1930s Paris). It is therefore necessary to recognize the potential messiness of systems of interpretation beyond the timeless historical account that Clifford's model could be seen to present. The cartographies of collection and recollection will only then begin to be appreciated in all their complexity, with sufficient attention being paid to the web of historical and geographical contexts involved.
Furthermore, this case study highlights how objects can become artefactual signs (or indexes) of human/social agency within shifting systems or cartographies of classification. As we have seen, objects from the so-called 'great gift' in UCLA were displayed as 'masterpieces' and/or were discussed in relation to 'new' intellectual agendas formed as a consequence of the Wellcome Year lecture series. As a result, Altman, Murphy, their institution and associated parties were able to gain respect as new entrants on the local, regional, national and international museum scene. Thus, this is not simply the story of boxes of passive objects crossing the Atlantic ocean to be ascribed new meanings in 360 their new resting place. Rather, I have demonstrated how the objects themselves took on a form of agency within the context of performative exchange and re-collection within networks linking London, Los Angeles and elsewhere. 67 As witnessed in this case study, the agency of the objects (as indexes) can be closely linked to their mediatory function in particular historical-geographical contexts. We have seen how the arrival of the 'Wellcome objects' in Los Angeles, and their subsequent re-collection as part of the Masterpieces exhibition and lecture series, exemplifies the potential mediatory role of objects in particular social processes. As Alfred Gell has indicated, objects lead 'very transactional lives', and social-object relationships 'occupy a certain biographical space, over which culture is picked up, transformed, and passed on, through a series of life-stages'. 68 The objects that constituted ' Accumulations [of objects in museumsl were built up across time, through sequences of exchange, the vestiges of which have arrived (often purposefully) in the present. To understand them we must follow the movements of things, trace the unfolding of their lives across time, and examine the histories that brought them into our presence and into museums, the stratigraphy of contemporary collections70
